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G.  FRANCESCO  MALIPIERO 


FRANCESCO  MALIPIERO  was  born  at 
Venice  on  March  18th,  1882.  He  traces  back 
his  descent  to  a  great  Venetian  family  that 
was  distinguished  by  a  number  of  musicians. 
Family  events  took  Francesco  Malipiero  from  his  home 
at  an  early  age,  and  he  had  lived  at  Trieste,  Vienna  and 
Berlin  before  he  was  out  of  his  teens.  He  was  nearly 
twenty  when  he  at  last  succeeded  in  devoting  himself  to 
music  in  anything  but  a  fortuitous  way,  and  when  his 
return  home  permitted  him  to  enter  the  Liceo 
Benedetto  Mavcello  in  his  native  city,  where  he  be- 
came a  pupil  of  Bossi.  He  followed  his  master  to 
Bologna  in  1902,  but  three  years  later  once  more 
returned  to  Venice,  where  he  began  for  the  first 
time  to  compose  independently.  In  191 3  Malipiero 
went  to  live  in  Paris  for  a  time,  and  there  he  came 
into  contact  with  the  salient  figures  in  modern 
French  music  ;  but  instead  of  being  powerfully 
influenced  by  any  master  or  school — although 
temporarily  assimilating  those  tendencies  with 
which  he  was  most  in  sympathy — he  soon  began  to 
strike  out  a  path  for  himself.  During  his  stay  in 
the  French  capital  he  had  the  good  fortune  of  having 
no  less  than  four  works,  sent  in  under  different  names, 
chosen  for  performance  at  the  National  Musical 
Competition  in  Rome  ;  but,  in  accordance  with  the 
rules,  only  one  was  eventually  performed.  It  was 
"  Arione,"  a  poem  for  violoncello  and  orchestra, 
which  is  now  destroyed  together  with  all  the  earlier 
works,  including  two  operas,  one  of  them  produced  in 
his  native  country,  and  symphonic  poems  played  with 
success  in  Paris  and  Vienna,  for  no  other  reason 
than  the  composer's  conviction  that  they  were  no 
longer  representative  of  his  ideals  and  contained 
traces  of  influences  foreign  to  his  nature. 

Those  who  know  the  fascination  of  tracking  to  its 
sources  a  man's  artistic  development  cannot  but 
deplore  Malipiero's  ruthless  destruction  of  his  early 
work.    But  since  he  prefers  to  be  judged  solely  by 
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what  he  considers  to  represent  fairly  his  aims  and 
his  ideas,  we  must  be  resigned  to  becoming  ac- 
quainted with  him  at  a  point  that  now  lies  about 
half-way  through  his  career,  a  stage  at  which  we 
can  only  discern  the  faintest  vestiges  of  outside 
influences. 

There  has  been  no  lack  of  cursory  criticism  de- 
scribing Malipiero  as  a  "  futurist,"  a  tag  which  it  is 
preposterous  to  affix  to  an  artist  who,  while  the  aims 
of  his  art — as  are  those  of  any  sound  art — are 
directed  towards  the  future,  finds  its  sources  in  the 
past,  and  in  a  remote  past  at  that.  Malipiero  made 
a  very  profound  study  of  old  Italian  music,  going 
back  to  composers  like  Cavalli,  Monteverdi  and 
Del  Cavalieri  in  order  to  prove  to  himself  the 
justification  of  a  modern  school  that  should  take  its 
departure  from  those  among  the  old  traditions  which 
still  have  a  vital  spark  in  them.  He  does  not 
condemn  any  artistic  effort  simply  because  it  be- 
longs to  the  past ;  what  he  despises  and  opposes  are 
the  factitious  and  shallow  formulae  that  have  their 
root,  not  in  true  tradition,  but  in  accepted  common- 
places perpetuated  by  clever  craftsmen  who  pander 
to  the  deteriorating  taste  of  the  multitude.  Since 
in  his  own  country  he  finds  the  most  flagrant  ex- 
ploitation of  such  platitudes  practised  in  the  domain 
of  opera,  which  towards  the  end  of  the  nineteenth 
century  flooded  the  stage  with  its  insipid  senti- 
mentality and  perfunctory  psychology,  it  is  hardly 
surprising  that,  by  way  of  protest,  he  began  to 
produce  a  series  of  works  for  the  stage,  the  revolu- 
tionary tendencies  of  which  are  hardly  calculated 
to  appeal  to  those  who  pursue  the  line  of  least 
resistance  in  dramatic  art.  His  ideals  were  too 
lofty  to  be  immediately  realised,  but  he  exposed 
them  more  lucidly  and  with  greater  mastery  in  each 
succeeding  effort.  In  the  early  setting  of  d'Annun- 
zio's  tragedy,  "  H  sogno  di  un  tramonto  d'autunno," 
there  are  still  some  traces  of  Wagnerian  influence, 
combined  however  with  a  very  perceptible  effort 
to  abandon  the  worn-out  conventions  of  the  nine- 
teenth century.  But  there  is  as  yet  a  good  deal  of 
uncertainty  and  inequality,  a  lack  of  unity  in  this 
work,  and  it  is  not  until  the  advent  of  the  Ballet, 
"  The  Mascarade  of  the  Captive  Princesses  "  that 
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Malipiero  begins  to  go  his  own  way  with  complete 
freedom.  A  scenario  that  lends  itself  to  a  riot  of 
colour  and  movement  is  here  underlined  by  music 
with  a  particular  quality  of  subdued  humour  and 
passion,  which  by  its  very  reserve  gives  an  impres- 
sion of  strength.  As  regards  form,  this  work  still 
follows  accepted  models,  but  it  reveals  nevertheless 
for  the  first  time  a  tendency  to  avoid  a  mere 
audible  illustration  of  what  is  already  visible  on  the 
stage.  Another  step  in  the  same  direction  is 
"  Pantea,"  a  symphonic  drama  for  a  dancer,  an 
invisible  chorus,  and  orchestra.  Here  music  and 
dance,  supplementing — never  replacing — each  other, 
become  quite  inseparable  :  the  latter  is  part  of  the 
symphonic  development  and  almost  assumes  the 
character  of  a  solo  instrument. 

In  the  next  work  already,  Malipiero's  development 
reached  perfection  :  "  Sette  Canzoni  "  is  still  con- 
sidered by  some  critics  as  his  masterpiece  so  far.  It 
is  certainly  a  perfect  vindication  — although  only  one 
of  the  many  possible  ones — of  the  composer's 
principles.  He  reverts  here  to  the  actor-singer,  but 
makes  an  entirely  novel  use  of  him.  The  song  is  no 
longer  a  substitute  for  speech,  it  is  not  dialogue  set  to 
music  simply  because  this  happens  to  be  a  musical 
work  :  the  singer  is  given  songs  such  as  are  sung 
in  real  life  in  certain  situations,  and  the  song,  instead 
of  remaining  a  lyrical  interruption  of  the  action,  as 
in  the  conventional  opera,  thus  becomes  the  dra- 
matic factor  round  which  the  drama  revolves  and 
without  which  it  would  be  unintelligible. 

"  Sette  Canzoni  "  is  now  linked  up,  under  the 
collective  title  of  "  L'Orfeide,"  with  two  other  dramas 
entitled  "  La  morte  delle  maschere  "  and  "  Orfeo." 
In  "  The  Death  of  the  Masques,"  which  forms  the 
prelude  to  the  trilogy,  the  composer  makes  his 
intentions  perfectly  clear  :  the  traditional  figures 
of  Italian  comedy  are  shut  up  in  a  cupboard  and 
consigned  to  oblivion  by  Orpheus,  who  invites  the 
personages  of  the  "  Sette  Canzoni  "  to  come  for- 
ward and  sing  songs  that  are  not  of  the  stage,  but 
sung  by  the  people  in  the  streets,  houses  and 
churches.  "  Orfeo  "  is  a  subtle  satire  that  unfolds 
the  effect  of  a  grotesque  and  exaggerated  puppet 
show  on  three  different  audiences  :    a  brilliant  but 
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somnolent  court,  an  assembly  of  learned  old  fogies 
and  a  group  of  children,  the  latter  alone — un- 
prejudiced and  unconventional — appreciating  the 
show. 

A  new  departure  again,  but  once  more  based  on 
the  same  fundamental  principles,  is  "  Le  Baruffe 
Chiozzotte,"  a  modern  transcription  of  a  comedy  by 
Goldoni,  where  the  dialogue — if  a  jumble  of  short, 
rapid  exclamations  me  be  so  called — is  expressed  by 
a  recitativo  parlato  whose  notes  merely  reproduce  the 
natural  inflexions  of  the  speaking  voice  and  deter- 
mine the  length  of  the  syllables,  while  the  orchestra 
gives  background  and  colour  to  the  action. 

Malipiero's  latest  work  for  the  stage,  "  San 
Francesco  d'Assisi,"  reveals  a  new  source  of  inspira- 
tion which  he  has  found  in  the  art  of  the  past,  more 
remote  even  than  the  Monteverdian  drama  :  that 
of  the  "  mystery  play."  The  work  is  deeply  moving 
in  its  wonderful  simplicity,  a  simplicity  that  is 
clearly  felt  to  be  the  fruit  of  a  steadily  maturing  art. 

The  same  ripening  process  may  be  traced  in  the 
composer's  orchestral  works,  but  there  the  gradual 
elimination  of  exuberance  is  applied  less  to  the 
orchestral  texture,  which  remains  complex,  than  to 
the  form,  and  to  the  size  of  the  orchestra.    The  term 

form  "  in  the  case  of  so  independent  a  composer, 
cannot,  needless  to  say,  be  taken  in  its  academic 
sense  ;  it  implies  not  formality,  but  that  perfect  in- 
stinct of  proportion  and  balance  which  is  undoubt- 
edly a  remarkable  feature  in  Malipiero's  music.  He 
creates  for  himself  the  particular  mould  that  best 
suits  each  work  and  is  thus  at  liberty  to  build  up  a 
continuous  and  expressive  musical  discourse.  We 
are  disturbed  by  no  creaking  of  wheels  in  his  music 
because  his  machinery  is  perfectly  adapted  to  his 
needs,  and  his  forms,  instead  of  being  based  on  pre- 
conceived patterns,  are  directly  produced  by  the 
requirements  of  his  individual  expression.  The 
same  freedom  from  dogma  may  be  observed  in  his 
orchestration,  which  always  gives  the  impression  of 
having  been  conceived  simultaneously  with  the 
musical  idea  and  could  not  be  scored  in  twenty 
different  ways,  as  in  the  case  of  those  composers  for 
whom  composition  and  orchestration  are  two 
separate  proceedings. 


6 


The  earliest  orchestral  works  which  escaped 
destruction  and  represent  the  composer  at  his  best 
are  the  two  beautiful  sets  of  "  Impressioni  dal 
vero,"  the  second  of  which  particularly  must  be 
ranked  with  the  most  perfect  orchestral  music  of 
the  first  decade  of  the  twentieth  century,  the  "  Pause 
del  siienzio  "  and  the  impressive  "  Ditirambo 
tragico."  After  these,  Malipiero  turned  to  essays  in 
a  more  restricted  range  of  colour  in  "  Oriente 
immaginario  "  with  its  fascinating  Eastern  pictures 
reproduced  by  a  Western  mind,  in  the  "  Grottesco," 
and  in  the  delicious  reorchestration  of  five  forgotten 
symphonic  fragments  by  Cimarosa,  the  spirit  of 
which  he  has  most  happily  caught. 

If  proof  be  required  that  Malipiero  is  capable  of 
making  a  deep  impression  even  where  he  is  res- 
tricted to  monochrome,  the  "  Rispetti  e  strambotti," 
a  String  Quartet  that  won  the  Coolidge  Prize  in 
1920,  should  be  studied.  Here  the  composer  has 
strung  together  a  number  of  musical  "  epigrams  and 
aphorisms  "  that  cover  the  whole  range  of  human 
emotion,  and  his  novel  and  daring  quartet  writing 
is  in  perfect  harmony  with  the  idea.  Smaller  works 
like  the  beautiful  "  Canto  della  lantananza  "  for 
violin  and  piano  or  the  impressive  threnody  "  A 
Claudio  Debussy  "  for  piano,  show  the  unfailing 
surety  with  which  he  brings  home  a  definite  and 
compelling  impression  by  the  simplest  of  means. 
The  same  spirit  of  simplicity  presides  over  "  Keep- 
sake," a  setting  of  three  poems  by  G.  Jean-Aubry, 
which  not  only  intensifies  the  grace  and  delicacy  of 
the  words  and  illustrates  their  surface  meaning,  but 
throws  into  relief  the  almost  imperceptible  under- 
current of  emotion  which  they  conceal. 

A  more  direct  expression  of  feeling  is  to  be  found 
in  the  songs  to  three  poems  by  Angelo  Poliziano. 
The  first,  "  Inno  a  Maria  Nostra  Donna,"  deeply 
moving  in  spite  of  its  deliberate  restraint,  is  surely 
one  of  the  most  beautiful  pieces  of  modern  music 
ever  written.  "  L'Eco,"  with  its  dainty  quaintness, 
provides  a  complete  contrast,  while  the  "  Ballata," 
rounds  off  this  set  with  a  superbly  built-up  climax. 

The  piano  music  of  Malipiero  may  be  briefly  dealt 
with,  not  because  it  is  necessarily  less  subversive 
than  his  dramatic  experiments,  but  because  it  is  the 
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one  portion  of  his  work  that  has  already  become 
known  to  every  cultured  musician.  The  charming 
"  Preludi  autunnali  "  and  "  Poemetti  lunari,"  which 
belong  to  the  composer's  middle  period,  show  some 
traces  of  foreign  influences,  but  the  distinctly 
personal  features  which  they  already  presage  were 
soon  to  emerge  triumphantly  in  the  sombre,  tur- 
bulent and  poignant  "  Poemi  asolani  "  and  in  the 
luminous,  glittering  "  Barlumi."  In  "  Maschere 
che  passano,"  a  Suite  that  depicts  the  fleeting  im- 
pressions conveyed  by  a  crowd  of  passing  masques  at 
a  Carnival,  a  psychological  element  comes  into  the 
piano  music,  while  a  note  of  irony  is  struck  in  the 
"  Omaggi,"  dedicated  to  a  parrot,  an  elephant  and 
an  idiot. 

Malipiero  has  been  condemned  as  a  singer  of 
unrelieved  gloom,  but  his  critics  will  have  to  revise 
their  judgment  when  they  come  to  know  some  of  his 
more  recent  works,  which  show  that,  although  he 
certainly  has  depicted  despondency  and  despair 
as  eloquently  as  any  composer,  he  has  bright 
colours  too  on  his  palette.  It  is  true  that  even 
in  his  most  exuberant  moods  he  remains  sober 
and  nobly  restrained,  preferring  an  indefinite 
chiaroscuro  to  crude  and  dazzling  colour  schemes. 
But  that  is  precisely  one  of  the  fascinations  of  his 
personality. 

Whatever  Francesco  Malipiero  gives  us,  he  has  a 
way  of  making  us  feel  that,  whether  we  accept  or 
reject  it,  we  must  at  any  rate  respect  it  as  the  work 
of  a  sincere  artist  who  is  sure  of  his  aim  and  of  the 
means  by  which  he  realises  it.  He  is  a  proud, 
solitary  personality,  indifferent  to  immediate  suc- 
cess and  contemptuous  of  convention,  content  to 
wait  for  those  who  will  strive  to  understand  him. 
And  though  his  followers  be  few  as  yet,  he  can  afford 
to  look  into  the  future  with  full  confidence. 
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FRANCESCO  MALIPIERO  est  ne  a  Venise 
le  1 8  mars  1882  et  descend  d'une  vieille 
famille  venitienne  qui  a  donne  plusieurs 
musiciens.  Des  evenements  de  famille  firent 
vivre  Francesco  Malipiero  tour-a-tour  a  Trieste,  a 
Vienne  et  a  Berlin  avant  l'age  de  vingt  ans.  C'est 
seulement  alors  qu'il  lui  fut  possible  de  se  consacrer 
entierement  a  la  musique,  et  son  retour  a  Venise  lui 
permit  de  devenir  l'eleve  d'  Enrico  Bossi  au  "  Liceo 
Benedetto  Marcello  "  de  sa  ville  natale.  II  suivit  son 
maitre  a  Bologne  en  1902,  et  trois  ans  plus  tard 
retourna  de  nouveau  a  Venise  oil  il  commenca  a  se 
livrer  a  la  composition,  sous  sa  propre  inspiration.  En 
191 3  Malipiero  vint  habiter  Paris  pendant  quelque 
temps  et  entra  en  contact  avec  plusieurs  des  composi- 
teurs les  plus  importants  del'ecole  francaise  moderne : 
mais  bien  loin  d'etre  profondement  influence  par 
quelque  maitre  ou  quelque  ecole  que  ce  fut,  en 
France — encore  qu'il  s'assimila  a  cette  epoque 
certaines  tendances  avec  lesquelles  il  etait  naturel- 
lement  en  sympathie — il  s'efforca  de  se  frayer  un 
chemin  qui  lui  fut  propre.  Tandis  qu'il  sejournait 
a  Paris,  ileut  la  bonne  fortune  de  voirquatre  de  ses 
oeuvres,  envoyees  sous  differents  noms,  couronnees 
a  un  Concours  de  Musique  Nationale  qui  avait  lieu 
a  Rome  :  toutefois,  conformement  au  reglement,  il 
n'y  en  eut  qu'une  qui  obtint  les  honneurs  de  l'exe- 
cution.  C'etait  Arione,  un  poeme  pour  violoncelle 
et  orchestre,  aujourd'hui  detruit  dememe  que  toutes 
ses  premieres  oeuvres  (y  compris  deux  operas,  dont 
l'un  fut  represente  dans  son  pays  natal,  et  des 
poemes  symphoniques  executes  avec  succes  a  Paris 
et  a  Vienne) .  Malipiero  decida  de  les  detruire  parce 
qu'ils  ne  representaient  plus  son  ideal  artistique  et 
qu'ils  portaient  les  traces  d'influences  par  trop 
etrangeres  a  sa  nature. 

Ceux  qui  aiment  a  retrouver  dans  ses  sources 
memes,  le  developpement  d'un  temperament  artis- 
tique ne  pourront  que  regretter  la  destruction  de  ces 
premieres  oeuvres  :  mais  du  moment  qu'il  prefere 
etre  juge  seulement  d'apres  ce  qu'il  considere  comme 
representant  fidelement  ses  intentions  et  ses  idees, 
il  faut  nous  resigner  a  entrer  en  contact  avec  lui  a  un 
point  qui  represente  actuellement  le  milieu  de  sa 
carriere,  stade  auquel  on  ne  peut  relever  que  de  tres 
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legeres  influences  exterieures. 

On  n'a  pas  manque,  parmi  les  critiques  hatifs,  de 
designer  Malipiero  du  nom  de  "  futuriste,"  epithete 
absurde  a  l'egard  d'un  artiste  qui,  tout  diriges  que 
puissent  etre  ses  desseins  vers  l'avenir  (comme  il  en 
advient  de  tout  art  valable)  n'en  cherche  pas  moins 
ses  sources  dans  le  passe  et  dans  un  passe  assez  eloigne. 
Malipiero  a  fait  une  etude  approfondie  de  la  vieille 
musique  italienne,  remontant  a  des  compositeurs 
comme  Cavalli,  Monteverdi,  et  del  Cavalieri,  arm  de 
justifier  a  ses  propres  yeux  les  vues  d'une  ecole 
moderne  qui  veut  prendre  son  point  de  depart  chez 
ceux  qui,  de  l'ancienne  tradition,  renferment  encore 
en  eux  une  etincelle  vitale.  II  ne  condamne 
aucunement  un  effort  artistique  uniquement  parce 
qu'il  appartient  au  passe  ;  ce  qu'il  meprise  et  ce 
contre  quoi  il  s'eleve,  ce  sont  les  formules  factices 
et  superficielles  qui  ont  leurs  racines,  non  pas  dans 
une  tradition  veritable,  mais  dans  des  lieux-communs 
acceptes  et  perpetuus  par  des  fabricants  adroits  qui 
s'emploient  a  deteriorer  le  gout  du  public. 

Assistant  dans  son  propre  pays  a  l'exploitation 
flagrante  de  ces  platitudes,  perpetrees  dans  le  do- 
maine  de  l'opera  qui,  vers  la  fin  du  dix-neuvieme 
siecle,  inonderent  la  scene  de  leur  sentimentalite 
insipide  et  de  leur  psychologie  rudimentaire,  il  n'est 
pas  surprenant  que,  par  maniere  de  protestation,  il 
ait  entrepris  une  serie  d'oeuvres  pour  la  scene  dont 
les  tendances  revolutionnaires  avaient  peu  de  chance 
de  plaire  a  ceux  qui  mettent  en  pratique,  en  matiere 
d'art  dramatique,  la  loi  du  moindre  effort.  Ses 
aspirations  etaient  trop  hautes  pour  pouvoir  etre 
immediatement  realisees,  mais  il  les  exprima  avec 
plus  de  lucidite  et  une  maitrise  accrue  avec  chaque 
nouvel  effort.  Dans  cette  premiere  oeuvre  ecrite 
sur  "  II  sogno  di  un  tramonto  d'autunno  "  de  Ga- 
briel d' Annunzio  on  trouve  encore  quelques  traces 
d'influence  wagnerienne  combinees  avec  un  effort 
visible  pour  abandonner  les  conventions  usees  du 
dix-neuvieme  siecle.  Mais  cette  oeuvre  montre 
encore  quelque  incertitude  et  quelque  inegalite,  et 
ce  n'est  guere  qu'avec  son  ballet  "  La  Mascarade  des 
Princesses  captives,  que  Malipiero  parvient  a  suivre 
sa  voie  en  toute  independance.  Un  livret,  qui  porte 
en  soi  une  orgie  de  couleur  et  de  mouvement,  est  ici 
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souligne  par  une  musique  qui  fait  preuve  d'une 
qualite  tres  particuliere  d'ironie  composee,  et 
d'une  passion  qui,  par  sa  reserve  meme,  donne  la 
sensation  de  la  force.  En  ce  qui  touche  la  forme, 
cette  oeuvre  suit  encore  les  modeles  reconnus ;  elle 
revele  toutefois  le  desir  d'eviter  le  plus  possible  la 
simple  illustration  audible  de  ce  qui  est  visible  sur 
la  scene. 

Un  autre  pas  dans  la  meme  voie  est  "  Pantea," 
drame  symphonique  pour  une  danseuse,  choeur 
invisible  et  orchestre.  Ici  la  musique  et  la  danse — 
se  completant  sans  se  remplacer  Tune  l'autre — 
deviennent  tout-a-fait  inseparables  ;  cette  derniere 
fait  partie  integrante  du  developpement  symphoni- 
que et  joue  le  role  d'un  instrument  solo. 

Dans  son  oeuvre  suivante,  Malipiero  atteint  deja 
la  perfection  :  "les  Sept  Chansons  "  sont  encore 
considerees  par  certains  critiques  comme  son  oeuvre 
maitresse.  Cette  oeuvre  est  assurement  une  justi- 
fication parfaite — encore  qu'elle  ne  soit  qu'une 
d'entre  celles  qui  sont  possibles — des  principes  du 
compositeur.  II  revient  ici  au  systeme  de  Facteur- 
chanteur,  mais  en  fait  entierement  un  nouvel  usage. 
Le  chant  n'est  plus  un  simple  substitut  du  discours, 
il  ne  s'agit  plus  d'un  dialogue  auquel  il  advient 
d'etre  mis  en  musique  uniquement  parce  qu'il 
s'agit  d'une  oeuvre  musicale.  II  prete  au  chanteur 
des  chansons  semblables  a  celles  que,  dans  la  vie 
reelle,  on  peut  chanter  en  presence  de  certaines 
situations  donnees,  et  la  chanson  au  lieu  de  n'etre 
rien  de  plus  qu'une  interruption  lyrique  de  Taction, 
comme  dans  1' opera  conventionnel,  devient  l'element 
dramatique  autour  duquel  evolue  le  drame  et  sans 
lequel  il  deviendrait  inintelligible.  "  Les  Sept 
Chansons  "  sont  maintenant  reliees,  sous  le  titre 
collectif  de  "  l'Orfeide  "  a  deux  autres  drames 
intitules  M  La  morte  delle  maschere  "  et  "  Orfeo." 
Dans  la  Mort  des  Masques  qui  forme  le  prelude  a  la 
trilogie,  le  compositeur  rend  evidentes  ses  intentions: 
les  personnages  traditionnels  de  la  comedie  italienne 
sont  enfermes  dans  une  armoire  et  condamnes  a 
l'oubli  par  Orphee  qui  invite  les  personnages  des 
"  Sept  Chansons  "  a  s'avancer  et  a  chanter  des 
chansons  qui  ne  soient  pas  des  chansons  de  theatre, 
mais  des  chansons  que  les  gens  pourraient  chanter 
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dans  les  rues,  les  maisons  ou  les  eglises.  "  Orfeo  " 
est  une  subtile  satire  qui  montre  l'efiet  d'un  spectacle 
de  marionettes  exagere  et  bouffon  sur  trois  auditoires 
differents  :  une  cour  brillante  et  somnolente,  une 
assemblee  de  vicilles  perruques  et  un  groupe  d'enf  ants : 
ce  dernier  seul,  denue  de  prejuges  et  de  conventions, 
appreciant  le  spectacle. 

"  Le  Baruffe  chiozzotte  "  apparait  aussi  comme  un 
nouveau  depart  de  l'auteur,  mais  issu  des  memes 
principes  fondamentaux  :  c'est  une  moderne  trans- 
cription d'une  comedie  de  Goldoni,  ou  le  dialogue — 
si  l'on  peut  appeler  ainsi  une  confusion  d'exclama- 
tions  breves  et  rapides — s'exprime  au  moyen  d'un  re- 
citativo  parlato  dont  les  notes  ne  font  simplement  que 
reproduire  les  inflexions  naturelles  de  la  voix  parlee  et 
determinent  la  longueur  des  syllabes,  tandis  que 
l'orchestre  definit  le  cadre  et  colore  Taction  elle  meme. 

La  derniere  oeuvre  de  Malipiero  pour  la  scene: 
"  San  Francesco  d'Assisi  "  revele  une  nouvelle  source 
d'inspiration  trouvee  dans  Tart  du  passe,  un  passe, 
plus  eloigne  meme  que  le  drame  monteverdien  : 
celui  de  Tepoque  des  "  mysteres."  L'oeuvre  est 
profondement  emouvante  dans  sa  merveilleuse 
simplicite,  une  simplicite  qui  s'avere  comme  le  fruit 
d'un  art  parvenu  a  sa  pleine  maturite. 

La  meme  evolution  progressive  se  recontre  dans 
les  oeuvres  orchestrales  du  compositeur,  mais,  la, 
Telimination  graduelle  de  toute  exuberance  s'applique 
moins  a  la  contexture  orchestrale  meme,  qui  demeure 
tou jours  complexe,  qu'a  la  forme  et  a  la  dimension 
de  l'orchestre.  L'expression  "  forme  "  dans  le  cas 
d'un  compositeur  aussi  independant,  ne  peut,  cela  va 
sans  dire,  etre  prise  dans  son  sens  academique.  Elle 
n'implique  aucunement  l'idee  de  formalite  mais 
ce  remarquable  instinct  de  proportion  et  de  mesure 
qui  est  indubitablement  un  remarquable  trait  de  la 
musique  de  Malipiero. 

II  cree  soi-meme  le  moule  particulier  qui  convient 
le  mieux  a  chacune  de  ses  oeuvres  et  se  trouve  ainsi 
libre  de  construire  un  discours  musical  expressif  et 
continu.  On  n'est  pas  gene  dans  sa  musique  par 
des  grincements  de  rouages,  parce  que  la  machinerie 
y  est  parfaitement  adaptee  aux  besoms  ;  et  ses 
formes,  au  lieu  d'etre  basees  sur  des  modeles  pre- 
concus,  sont  directement  engendrees  par  les  obliga- 


12 


tions  de  son  expression  personnelle.  Le  meme 
eloignement  de  tout  dogme  se  remarque  dans  son 
orchestration  qui  donne  toujours  1'impression  d'avoir 
ete  concue  simultanement  avec  l'idee  musicale  et 
ne  pourrait  etre  orchestree  de  vingt  facons  diffe- 
rentes,  comme  c'est  le  cas  des  compositeurs  pour  qui 
l'orchestration  et  la  composition  sont  deux  opera- 
tions separees. 

II  faut  citer  parmi  les  oeuvres  orchestrales  qui  ont 
echappe  a  la  destruction  et  qui  representent  le  mieux 
leur  auteur,  les  deux  tres  belles  suites  "  Impressioni 
dal  vero  "  (la  seconde,  particulierement,  peut  etre 
mise  au  rang  de  ce  que  la  musique  d'orchestre  a 
produit  de  meilleur  dans  la  premiere  decade  du 
vingtieme  siecle),  les  "  Pause  del  Silenzio  "  et 
Timpressionnant  "  Ditirambo  tragico."  Malipiero 
s'est  applique  ensuite  a  des  effets  de  couleur  d'une 
gamme  plus  reduite  dans  "  Oriente  immaginario/' 
charmante  evocation  orientale  a  travers  un  esprit 
d'occident,  dans  le  "  Grottesco  "  et  dans  la  delicieuse 
reorchestration  de  cinq  fragments  symphoniques, 
oublies,  de  Cimarosa,  dont  l'esprit  lui-meme  a  ete 
des  plus  heureusement  sauvegarde  par  le  composi- 
teur moderne. 

Si  Ton  veut  un  temoignage  de  la  forte  impres- 
sion que  peut  faire  Malipiero  lors  meme  qu'il  n'a  a 
sa  disposition  qu'une  palette  tres  simple,  il  suffira 
d'etudier  "  Rispetti  e  Strambotti  "  ce  quatuor  a 
cordes  qui  remporta  en  1920  le  prix  du  concours 
Coolidge.  La  le  compositeur  a  relie  l'un  a  l'autre  un 
certain  nombre  d'epigrammes  et  d'aphorismes  qui 
expriment  toute  la  gamme  de  1' emotion  humaine,  et 
la  facon  nouvelle  et  audacieuse  dont  est  ecrit  ce 
quatuor  est  en  parfaite  harmonie  avec  l'idee.  Des 
oeuvres  de  moindre  etendue  telles  que  le  "  Canto 
della  lontananza  "  pour  piano  et  violon,  ou  la  threne 
impressionnante  "  A  Claudio  Debussy  "  pour  le 
piano  montrent  l'infaillible  surete  avec  laquelle  il 
sait  rendre  une  impression  derinie  et  penetrante 
meme  a  Taide  des  plus  simples  moyens.  C'est  ce 
meme  esprit  de  simplicite  qui  preside  au  "  Keep- 
sake," ecrit  sur  trois  poemes  de  G.  Jean-Aubry,  et 
qui  non  seulement  accroit  la  grace  et  la  delicatesse 
des  mots  et  illustre  leur  intention,  mais  met  en 
relief  le  presque  imperceptible  courant  d'emotion 
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qu'ils  renferment. 

L'expression  plus  directe  du  sentiment  se  rencon- 
tre dans  les  trois  poemes  de  Angelo  Poliziano  :  le 
premier  "  Inno  a  Maria  Nostra  Donna,"  profonde- 
ment  emouvant,  en  depit  de  sa  retenue  volontaire, 
est  assurement  l'une  des  plus  belles  oeuvres  que 
compte  la  musique  moderne  ;  "  l'Eco  "  avec  sa 
delicate  singularity  forme  avec  lui  un  parfait 
contraste,  tandis  que  la  "  Ballata  "  acheve  ce  recueil 
dans  un  elan  d'une  forme  superbe. 

II  n'est  oas  necessaire  de  parler  longuement  de  sa 
musique  de  piano,  non  pas  parce  qu'  elle  est  neces- 
sairement  moins  subversive  que  ses  realisations 
dramatiques,  mais  parce  que  cette  part  de  son  oeuvre 
est  assurement  la  mieux  connue  des  musiciens 
cultives.  Les  charmants  "  Preludi  autunnali  et 
"  Poemetti  lunari  "  qui  appartiennent  a  la  penode 
intermediate  du  compositeur,  montrent  encore  les 
traces  d'innuences  etrangeres,  mais  les  carac teres  y rai- 
ment personnels  qu'ils  laissaient  deja  presager  ecla- 
tent  triomphalement  dans  les  sombres,  turbulants  et 
poignants  "  Poemi  Asolani  "  et  dans  les  lummeux  et 
furtifs  "  Barlumi."  Dans  "  Maschere  che  passano, 
une  suite  qui  depeint  les  impressions  suscitees  par 
une  troupe  de  masques  qui  passent,  un  element 
psychologique  vient  se  meler  a  la  musique,  cependant 
qu'une  touche  d'ironie  se  fait  jour  dans  "  Omaggi, 
dedies  a  un  perroquet,  un  elephant  et  un  idiot. 

On  a  reproche  a  Malipiero  une  sombre  monotome, 
mais  il  faudra  bien  que  cette  injuste  critique  cede, 
lorsque  seront  connues  quelques-unes  de  ses  oeuvres 
les  plus  rexentes,  qui  montrent  que  s'll  a  certame- 
ment  depeint  la  resignation  ou  le  desespoir  aussi 
eloquemment  quaucun  autre  compositeur,  sa 
palette  n'est  pas  depourvue  de  couleurs  brillantes. 
II  est  vrai  que,  meme  dans  ses  moments  les  plus 
exuberants,  il  reste  sobre  et  penetre  d'une  noble 
retenue,  preferant  un  certain  clair-obscur  a  1  eclat 
violent  des  couleurs  crues.  Mais  c'est  la  precise- 
ment  1'un  des  attraits  de  sa  personnalite. 

Quoi  que  ce  soit  que  Malipiero  nous  oftre,  il  salt 
nous  donner  le  sentiment  que,  dussions  nous 
l'accepter  ou  le  refuser,  nous  devrons  en  tout  cas  le 
respecter  comme  1'oeuvre  d'un  artiste  sincere,  assure 
dans  son  dessein  autant  que  dans  les  moyens  qu  il 
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met  en  oeuvre  pour  le  realiser.  C'est  une  personna- 
lite  fiere,  solitaire,  indififerente  au  succes  immediat, 
dedaigneuse  des  conventions,  et  qui  se  contente 
d'attendre  ceux  qui  s'efforceront  de  le  comprendre. 
Et  si  meme  ceux  qui  le  suivent  ne  sont  encore  qu'un 
petit  nombre,  il  peut  envisager  l'avenir  en  toute 
confiance. 
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